implies complicity between the city dweller and the sociologist, for the spirit of experimentation and resistance that animates the former is seen as providing the foundation for those forms of critical inquiry practised by the latter. (ANDREW PAYNE) 
standard format biographical detail about the artist, a description of his/her importance, and a discussion of the 'treasure' and its place in the artist's «uvre. This format provides all the basic information, but is both restrictive for the writer and repetitious for the reader. General editor David Franklin has orchestrated a consistency of tone throughout the volume, no mean feat given twenty-two contributors, but no individual voice stands out among the 126 entries. While enlightening, even entertaining to dip into, it's a real slog to read from end to end. Nor is this the place to look for exciting new scholarship or heated controversy. Instead we are offered a competent, if standard, rehash of art history, sans notes and bibliography. Thus, Charles Hill's entry on the cover painting, O'Brien's Sunrise on the Saguenay, while useful and elegantly written, eschews mention of, for example, British imperialism, issues of tourism versus industry, land ownership, or environmental degradation.
The catalogue's final entry has been carefully chosen as emblematic of the present while connecting to the past. The 1991 photograph Souvenirs of the Self (Lake Louise) references the heroic tradition of Canadian landscape from Cornelius Krieghoff to Lawren Harris. But its author is a woman, of obviously non-Western descent (Korean-born Jin-me Yoon), who places herself within an iconic winter wilderness. Yoon's work, as its title implies, interrogates both personal and national identity, along with colonialism and gender relations. The photograph reflects the changing ethnic make-up of Canada and the increasing number of women among contemporary art practitioners. It's also a highly strategic choice for the NGC, implying as it does that important artists in Canada continue to define themselves by remaining in dialogue with our common artistic heritage and specifically those treasures housed in the National Gallery of Canada and celebrated in this book. ( With the expansion of the Royal Ontario Museum underway and plans for the transformation of the Art Gallery of Ontario in preparation, the appearance of a detailed study of the history and architecture of the National Gallery of Canada would seem to offer a timely reflection on the ideologies and politics that subtend the construction of public spaces for the exhibition of art. Designed by the McGill-trained architect Moshe Safdie and built between 1983 and 1988, the new National Gallery building signalled a transformation in federal cultural policy, reversing a century of neglect for an institution that had been housed in a sequence of temporary venues, all singularly ill adapted for the presentation and conservation of works of art.
